excusing his transgression while also pointing out that the prisoner should not take the situation so seriously.
Transgression in Games and Play
This book concerns transgressions in games and play. It is a collection of research and scholarly discussions of situations like the ARK one just described. Although videogames have a history of engaging with transgressive content such as excessive violence and transgressive play practices-for example, griefing (taking pleasure in sabotaging other players' gameplay experience) and ganking (killing a player who is at a disadvantage and for this reason no competition)-what is understood as a transgression inside the game context varies not only between a nongamer public and those with firsthand experience in the medium but also between gaming communities. As the ARK example shows, a game may take players out of a comfort zone due not only to the challenges of the game but also to its content and to the social situations it facilitates. How players respond to games is highly subjective and may range from disregard, opposition, or acceptance to transgressive play practices that include the breaking of game rules and intended gameplay as well as suggestive modifications of the game. What is transgressive for some may not be so for others, and there are important cultural and historical factors involved in how one responds to specific content. If we accept the idea that the social contract of play allows actions to have a somewhat different meaning than in the world at large (Bateson 1972, 180) , we may also hypothesize that transgressions may have a special status in the contexts of games and play. This relationship can be traced to the idea that play in itself is characterized by a tension that makes it "double-edged, ambiguous, moving in several directions simultaneously" (Schechner 2013, 89) . Jonas Linderoth and Torill Mortensen describe play as something precarious that "needs to be maintained unbroken but at the same time needs to be challenged and put at risk in order to remain interesting" (2015, 6), and it is through an investigation of this claim that this book explores how play and games tackle such transgressions.
The motivation behind this book is the need for a contextual understanding of transgressive game content and play practices from a perspective that takes into con-Introduction 3 aesthetic discourses of transgression, we highlight how games may challenge and overstep boundaries in terms of their content and through the play practices employed by players. Further, we stress that certain games share the intention of transgressive art and cinema to offend and provoke, sometimes for the greater good of creating reflection or debate among players or the public and sometimes so that players may intentionally or unintentionally experience transgression through subversive play practices.
The volume explores transgression in games and play from several angles by game scholars who come from different fields of research and use different methods. Whereas some of the chapters have roots in sociologically oriented player studies, others spring out of traditional humanistic textual analysis and philosophical discussions. A few of the contributors are transdisciplinary, situated within both media studies and cultural studies and oriented toward a broader cultural understanding of how to view transgression in games. Many of the chapters are based on empirical data, documenting how players engage with, interpret, tackle, and negotiate transgressive game content and play practices. The variety of data sources, methods, and play contexts makes this volume a valuable and insightful contribution to studies of transgression, spanning interpretations of in-game content and players' cultural practices.
Apart from this brief introduction, this book has fifteen chapters that explore transgression in games and play from several angles, and we have divided these chapters into four interrelated themes: concepts, practices, emotions, and society.
Concepts
Talking about games and play as potentially transgressive demands an introduction not only to the concept as such but also to how games and play can be said to be transgressive. When we describe controversial, problematic, uncomfortable, provocative, and offensive games and play as transgressive , we have not selected this term randomly. Dictionaries define transgression as overstepping boundaries of taste, moral codes, social taboos, or law ("Transgression" 2017), but in scholarly discourse the term has been used to talk about boundary-crossing activities in culture and society, including legal transgressions and cultural transgressions such as the breaking of norms and taboos.
For sociologist Chris Jenks, "to transgress" means to violate or infringe limits set by law or convention, but he also stresses that the act of transgression "is a deeply reflexive act of denial and affirmation" that acknowledges and puts into focus the norm, law, or convention that is being transgressed. In this sense, transgression reaffirms the boundaries that are being transgressed and thus "serves as an extremely sensitive vector in FOR REPOSITORY USE ONLY DO NOT DISTRIBUTE assessing the scope, direction, and compass of any social theory" (2003, 2) . Although transgression in many cases may be unintentional, it can also be carried out on purpose, either as a way to mark distance from the established norms or as an act of liberation. Games and play are often understood as taking place inside a subset of everyday life and so tend to be treated as a social frame in which one can act outside the boundaries of what is socially acceptable. In this sense, play and games may be seen as social situations that accept transgressions more easily than other situations.
From this perspective, the first section of the book discusses transgression in games and play from a conceptual perspective, focusing on the idea of transgression as dis- Using the Buddhist idea of duhkha , "thirst" or "dissatisfaction," these authors examine Nintendo's quasi-social networks as a case for arguing that players may get relief from pain by playing with other players' suffering. For Mortensen and Navarro-Remesal, such play is not a matter of a sadistic pleasure but a ludic impulse to up the ante, to increase the challenge and the immersion. Identifying how players may transgress social or individual boundaries, the fictional frame of reference, the technological limits of the game, or the codes of conduct, they present a taxonomy that shows how players may trespass other players even when not playing with them.
Whereas Stenros and Mortensen and Navarro-Remesal focus on concepts relating to transgressive play practices, Holger Pötzsch directly addresses the concept of transgression, criticizing common definitions for not being able to grasp how something comes to be transgressive for someone in a particular context. Introducing the term transgressivity , he outlines seven types of it mapped across game form and play practices. His ters, how she responds to it, and how the elements of community and platform play a role in both perpetuating and challenging these activities. Consalvo shows that Kaceytron, rather than being disrupted by the constant abuse, shapes it into a feature characteristic of her streams, challenging the norms of public appearances and thus making it unclear whether she is the transgressor or the one being transgressed against. to develop the idea of transgressive realism -a sense of social realism that cannot be attributed to the graphical style of the simulation of game mechanics but to game experiences that feel real because they are able to create a sense of truthfulness through their presentation of in-game situations as uncomfortable, disturbing, or otherwise transgressive.
Content
The aim to transgress is a common denominator in many forms of rebellious and oppositional aesthetic practices, from high art to independent cinema and videogames.
Transgressive art , for instance, is a postmodernist genre that questions the idea of art itself. It aims to shock and to subvert conventional moral beliefs (Cashell 2009, 1) and is characterized as art that "disgusts, discomforts, unnerves, offends as well as art that triggers in us experiences of pain and shame" (Aldama and Lindenberger 2016, 1).
It is in conflict with social and aesthetical norms and is sometimes condemned as a speculative attempt to draw attention under the alibi of art; at other times, it is accused of going so far in its taboo breaking that it becomes impossible to engage with as art This book is an attempt to provide a contextual understanding of content and play that has traditionally been framed as offensive, harmful, speculative, uncomfortable, or otherwise problematic. This contextual understanding emphasizes actual player experiences, including their renegotiation of, appropriation of, and playful orientation toward such content and practices. Although the book does not pretend to provide a simple answer to how such content and practice should be understood in the gameplay context, it does demonstrate that there are different and more culturally sensitive explanatory models to understanding games and play than the problem-oriented effect studies tend to provide.
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